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FOREWORD

Eversmce the Adi-Kav: Valmiki created the epc Ramayana
at the moment of the greatest pathosie kronfica-vadha, there
bhas been discussion on karusa rasa {pathos) For nearly two
thousand years now, creattve and critical lterature in this
country has discussed Karuiz as a  fundamental aspect of
aesthetics  The discussion can be clearly divided into three
main streams

First bemng the expression of this Aar¥ra or pathos

n creauve literature  The great mames of Valmekt, Kalidasa
Bhavahhutt  and the Vawnava paets come te mund
Sansknit drama and Iterature i  the Indian languages s
replete with the treatment of pathos as a central concern of
the creative writec  Perhaps second only to the complexty of
Srngora rasa, karuna has mspired and stmulated the Indian
poetic and dramatic gentus Thes karuna in creative hiterature has
to be cleasly distingutshed from the princeple of pity and tecror®
mentioned by Arnistotle  Aaruna or pathos m essence arises
out of separation Viraha or Fivoga 1in Indian Literature and not
through raternpal ewottonal conflict within o single chuaracter
Although from Karna to Rama all heroes from Sita to
Ahalaya all heromes, undergo suffering and sorrow, the
acceptance of the course of destiny 18 ungversal Pathos does
not arise out of the tearing of the self 1n opposite directions,
or through a single tragic flaw as an Greek tragedy Although
there are many points of confluence, there are signuficant funda-
mental 4 m the two

Second 1s as surviving 1n the vast body of critical hiterature
on the subjpect | Ae:thetmlaus rangmg from Bharata to
Matrgupta and Sin db DL
Mammata, Vidvapatha and thnudatta have considered the
problem of the treatment of Xaruma both as content of a dra-
matic or lyrical prece and as the evocation of a specific consci
ousness  The history of thus eritical literature 1s fascrnating
and puzzling and again hke the Srugara rasa, or Santa rasa
there has been no conclusive statement on the artisuc structure
which pre-determuines the experientral state of the karuna

Third 18 the more pervasive treatment of Aarur@ not with-
1n the parameters of creative and critical hiterature but outside
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1t ata deeper level of lative
thought philosophy, the plastic, the pictorial dnd the performmg
arts Here karung can no longer be equated with pathos as
detinated in dramatics or dramaturgy The permeating compa-
ssion touches Valmiki and the Buddha ahke Is stimulates hun-
dreds of Indian samt poets, sculptors, musicianis and dancers
and runs like a central spmal nervous system throughout India,
atall peniods of hustory Lattle wonder that 1t 15 the pathos and
compasston and 1ts expzrience which has given us the great
figures of the Buddb1 and other masterpieces of karunamurtis
m Indian art

With this vast background and a continuous flow of creati-
vity and cribical wrting transcendmg disciplimes, 1t 15 natural
that 3 group of Sanskritists should have chosen the subject for
2 Sermnar The volume mcindes essays which throw lght on
many facets of thisproblem Some participants ke Kamla
Ratnam have considered the problem of kgruna m the abso-
lute, others like Sheila Ambike has dealt with the subject
within the framework of Sanskst drama There are other
authors who have spoken of the 1dea of karuna 1 the Vaisnava
rasa Sastra  Understandably and naturally many have been
stumulated to wnite and reappraise Bhavabhutt's Urararama-
carita Tn these essays there 1s a rich varety which extubits not
only new methods of analysis but also differences 1 approach
Altogether someessays provide fresh msight, others are collation
of earlier critical works I hope this volume will stimulate or
provoke people to launch on a trucly systematie study of this
fundamental aesthetic problem

Iam happy that M/s Nag Publishers have taken the
mtiative to publish the book “Treatment of Pathos in Sanskrit
Dramas’ edited by Dr Pushpendra Kumar This 1s a collec-
ction of papers read at the Seminar on Treatment of Pathos
;1)1 lS}::usknt Dramas held 1n South Delln Campus, Unmiversity of

elny

New Delhi —KAPILA VATSYAYAN
25th Dec 1981
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yam Jagat Acarya Abhmnavagupta the celebrated _ aesthets
holds that the poetry and the drama both are identical as far
as therasa expenence 15 concerned 1In the field of dramatics
the element of rasa comes to the state of reahsation through
the process of p-rception reviving all the blissful potencies
of instnct or dorment feelings like love pathos anger, wonder
ctc This all blissful consciousness of our feelings by way of
generalisation (sadharantkarana) s specially termed as Rasa
ot Aesthetic exp The s 1n S
Happiness 1s technscally or poetically decigrated by the name
of Rasa

The scope of drama s greater than that of poetry so far as
the question of Rasa 1s concerned Tn both the spheres there 1s
principal rasa and some auxilliary rasas  According to Kahidasa
and others a drama 1s tommon entertainment for peojle of
varied interests The Rasa school deals mamly with dramatic
rasas preferably eight The stream begmning from Bh ratas
Natysastrr developed by the ators b g from
Matrgupta or Sarangadeva was further strengthend ty the
ong wl contribunons  of  Anandavardhina Dhananjaya
Manmmata Visvanatha and Bhanudatta

The word Rasa  or aesthetic emotions has a general and a
tecl mical meaning In the first sense Rasa means taste while i
the sccond sense 1t means the wellknown primary dominant
emotions such as srngara (the amorous) hasya (the ludicrous)
karuna ( the pathetic ) raudra ( the passionate )  vira (the
heroie ) adbhuta (the wonder producing) bhayanaka ( the
fearful) and bibhatsa (the repugnent cic ) History of Indian
hterature records that pathos in the heart of a poet was
teansformed 1ato po try  Saddest thoughts of a poet move
Ius mand i forms of the sweetest songs The Ramayana of
Valmiba stands a testimony to tlus fact Moved by the sorrow
of the lamenting female bied Valmik1 uttered the first sloka
Sabad alabay awaagated Tolusgs e from o the Lafer
Poets profusely used the pathosin ther works and attamed
fame 1 the world of poetry There 1s hardly any Sansknt drama
which does not contam pathos Pathos 1s descnibed  as
the quality of power in hterature music sp ech and other
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expressive forms of evoking a feeling of prty or compassion *
Bhavabhuti was so much fascinated by pathos that he went to
the extent of declaring pathos or Karuna emotion as the only
one rasa, other rasas bemng its distorions Hence m order to
understand the real thrusts behind this declaration, a seminar
of this kind was arranged

The present volume consssting of more than thirty-four
illumnating and thought-provoking articles, covers a wide
range of problems connected with pathos i Sansknt drama
As 15 1nevitable 1t publication of this nature, the contribu-
tions are as diverse as therr wuthors But these are excellent
pieces of tesearch  They providea fresh thnking on the
subject These articles throw a great deal of light on mpor-
tant and relevant aspects of pathos and present a rich material
for the benefit of the modern scholars

The Panishad 1s grateful to the learned contnibutors of the
articles, who arc predommnantly responsible for the glory and
greatness of the present work Thanks are also due to those who
participated i the discussions to make the subject ahive Sincere
thanks are due to Honourable Kedar Pandey, the Mimster of
Railways and Prof Abad Ahmed the Director of South Delhn
Campus, Delli University for ther active participation,
encouragement and help I am highly thankful to Dr Kapila
Vatsyayan, Jawahar Lal Nehru Fellow and Vice Charrman,
Sangeet Natak Academy for giving her blessings and writing
forewords for both the seminars 1am beholder to Prof Satya
Vrat Shastr, Dean, Faculty of Arts and Head of the De-
partment of Sanskrit, Umtverstty of Delh:, who has kindly been
giving valuable suggestions from time to time and heartful
blessings and without his help this volume would not have seen
the light of the world of scholars Iam really grateful to my
fellow colleagues Drs Y D Sharma, R N Sharma, Upawala
Sharma, Diptt Tnpatli R S Sem, R K Kubba, Satya Pal
Narang and others who helped me a lot from tnne to tume 1
the jont veature

OQur thanks are due to Shri Nag Sharan Singh of Nag
Publishers for publishing these volumes so speedily and

1 Random House Dictronary ;‘Pathos'
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I:1
THE NATURE OF KARUNA

Prof (Smt) Kamala Ratnom

Aesthetics 15 a firmly established branch of Indian
Iiterature gomng back to the earliest ttmes Even as the first
Rst uttered s first hymn to the »plendour of Devi Usus or
the virgin splendour that was Aryani, there were many more
who Iistened  These others valued and sifted the great quan-
ity of poetry present before them, selected the best and passed
1t on to posterity It s well migh certamn that the Vedas do
not contain all the poetry revealed to oar ancestors but 1tis
definitely the best that was there As e other phases of Ife,
m poetry also the systems of evaluation and appreciation
function side-by stde with the process of creation, very much
like the production and consumption of wealth We have
the authority of Rajasekhara to say that there used to be
learned assemblies from time to time to judge the ments of
poetic works  According to Indian crnitics Rasa  or
senfiment 1s the vital principle underlying all hterary creation
which comes under the category of Kavya Visvanatha
writing m the 14th century A D  clanfied the issue by saymg,
A wreRs T1-3 ° A sentence charged with emotion 1s poetry
Earlier critics had been toymg with the idea of the various
components of Kavya, like Sabda, Artha, Rit: (style) and thetr
vanous ornaments Bhamaha (early 7th century AD ) had
declard “‘wezeif wfgit #Tan” forgetting to take into account
sfr or poetic talents  For all of us know how to use $abda
and Artha, but very few have the talent to utter poetic speech
Realizing to lacuna Bhamaha later added ¥mag awd w3
swfamfmat A hundred years later Rudrata clanfied  this
further by saymg, “fomfis =nfaw® affgerawam ™ Thus
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Pratibha (Talent), Vyatpatt: (Culture) and Abhyasa (Practice)
were recognised as further requisites in the making of a Kivya
Pratibha was explamed as Saktt by Mammata (1050 AD )
“aft1 Figerdraey gerrfae ~ Sakn or Pratibhd 1s the very cause
on account of which a poetic composition comes 1into being
In the words of Mammata, *“T1 fxar 157 & WAk, $HA a1 S9EAT
wm” Anandavardhana i the Oth century AD had already
gone so far to say that 1t was this talent’ ‘afmfria’ which was
suggested by the briliant speech of great poets And the sub-
Ject-matter treated by these highly talented poets becomes
g (€913 A4 aeg), capable of bemg tasted or enjoyed,

el warg aed Ay 7 e Agar w0
sewRmradtreafia sfvegeea afonfadag o
[—=ardtF 16]

It has been stated earlter that 1t 1s the sentiment or Rasa
1 a Kivya which 1s capable of being enjo,ed =rezra Although
a concept of maygor concern m Saimsknt poetics, the term ™
has not been able to shake off 1ts original physical connotations
deriving from the Vedic usage of the root +/1@ to taste, such
as “sweet Juice’, ‘sap’, ‘essence’ The Tamu'iya Upamisad
refers to the Ultimate Reality as ** wﬁ 4 @&’ Rajasekhara m
his ‘Kavy: a' refers to T as the author
of atreatise on Rasa It 1salso believed that Nandikesvara
taught 7727 to Bharata However Nandikesvara’s work has not
come down to us  The earhiest treatise m which the Rasa-
theory found expression 1s the Nityasastra of Bharata
which had come ito existence before “00 BC In his famous
Rasa-sutra Bharata had descnibed the varrus physico-emo-
tional stages of Rasa The fact that ‘Poetry 1s an Art and
its mmediate purpose 1s to give delight” was no longer a pomt
of dispute  Thus ‘Rasa’ became equated with aesthetic deli-
ghtor aesthetic pleasure That this pleasure contaned an
element of entertamnment was hinted by Bharata m his state-
ment ‘T o s EEtTafa’ Later ttus pleasurable exper-
tence or f71z, emjoyment of an artistic work was given the
technical name of Rasa, though pure entertainment or
stmple passing of time was excluded from Rasa The author
of the Dhva 1ydioka mterpretimg v7 as &3ty definad 1t as ‘agmTE-
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w37’ and ‘wzzama W This i or w1 $Ifr pleasurableness
of the mind was further develored as ‘dterrmr = vt e
Later the Kavyaprakasa underscored this by emphasizing that
this sense of pleasurableness was different from other joys
recetved through the senses, as 1t was all enveloping’ fanfra.
TR ansing oat of the enjoymant of Rasa—‘Imerzamagya’
and which in 1tself constitutes the h ghest purpose of poetry,
transcending alt other considerations ‘@rardraTAnrT’

Discussing the appeal and potency of Rasa, Bharata went
as far even as to say that the sPrra @ of a gwirea (drama or
stage-presentation) was powerful enouga to provide relief to
people stricken 1n actual life with sorrow, mental depression or
bereavement, or those who were simply tired physically—
g aratar Aurata arrmtn 7IfETy far aamm @ Elaborating the
1dea further Abhinavagupta had remarked “wamamd fg srew’—
arz7 15 a congregation of pleasurable experiences, and if was
Rasa which gave unuty to a literary composition PV Kanre m
his Study of Sanskrit Poetics (1910) has observed that Rasa
1s both a physical and a psychological experience Rasas, may
they be eight or mne, are divided mto two categories, those
that are derived from physically pl bl ke
<, &, Serg and fea and those that dernve from unhappy
mental states like fear (w7), anger (37), sorrow (%) and lack
of sympathy (7=ar), or jyusta simple feehing of not bengat
ease Theminth Rasa Sdnta was a hippy culmination of
both mental tranquillity and physical well-being

It 1s true that 1n the beginming Rasa w s experienced as
the Taste of Food The six Rasas of food are proverbial
With the expansion of man’s activities and the growth and
enrichment of s vocabulary 1t was discovered that there was
a Rasa or a kind of taste in the use of words also The root
/% alo mens to feel, to percetve The success or failure
of a literary work depends upon 1ts power to evohe Raso  In
the s xth chapter of his Natyasistra, Bharata said that no
meaniag ¢ flow out of any work of art 1f it could not elcit
an emotionaf response, ‘7 fg vmgA Ffr:w w3k Although Rasa
1m general evokes an agreeable response, the positton of the
four Rasas assoctated with unhappy mental states (Fardrras)
hike For, O, dwa, 9f 1sa hitle different  In real bife sad
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or fearful expertences do not provide pleasure or even healthy
entertainment, but 2 dramatic representation gives delight even
1f 1t contams sad (¥wm) episodes This subtle distinction bet-
ween 59 1n real Lfe and artistic #%71s 2 process of mtellec
tion In other words a psychological process m which both
=t and afs partiapate The wamfamd of =ewis wrs derved
from the root 4/7  +/¥% may mean to grieve, bewail or feel
sad, but 1t also means to regret, to repentm other words to
thunk to As opposed to the p 1y ph
able emotions like spre, zrew, faeTy etc’, #ww s evoked only
after one remembers or goes over the cause of grief i his
mind A very good example of this 1s Bhasa’s most moving
and beautiful 795
& g1, gAY,
T Tear anfy g @ agey |
arar qar agfagedg ary,
sravgeay aifs gz saTE
The s'me 1dea s expressed ma more profound and
philosophical manner by Kalidasa when he says
<wifer dvew agersw fagrn gsag
aawgarvala gegfadisfy smg 0
Feaar e aamaragd
smafeafar saartgat o
§akuntala V-2
Bharata in his famous Rasa sutra had spelt out this
extremely complicatcd physico mental process by saymng frara-
Farfamfradrafista * Now this very analysis of the pheno~
menon of Rasa s the result of intellecnon, famm, wqfmd or
thin\ing  The poct mulls or broods over his experience of
beauty, and then adds to 1t from the storchouse of s mund
and knowledge Hence poetry has been defined as ‘recollected
feeling  The same 1dea 1s expressed when 1t 15 said that
‘Poetry is the criticism of hife A few examples from tested
English poetry would suffice ‘I remember, I remember / The
house where T was born, / The Lttle wmdow where the sun/
Came peeptng 1t at mom,——or ‘Oftin the stilly might/ Ere
slumber s cham has bound me,/Fond memory brings the light/
Of other days around me —’ or ‘Fade far away, dissolve, and
quite forget/what thou among the leaves hast never known,/
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‘The weariness, the fever, and the fret/Here, where men sit and
hear each other groan/ Where palsy shakes a few, sad, last
gray haws,/Where youth grows pale, and spectre-thin, and
dies,/Where but to think 1sto be full of sorrow/And leaden-
eyed despairs,/Where beauty cannot keep her lustrous eyes,/
Or new love pine at them beyond to-morrow  ‘or these famous
Imes of Wordsworth, ‘For oft, when onmy couch I lie/In
vacant or in pensive mood,/They flash upon that tnward eye/
Which is the bliss of solitude,/And then my heart with plea-
sure fills,/And dances with the daffodils” It cannot be demed
that ‘A poemn part 1s an mtellectual experience’ To say
that poetry 1s the expression of an emotion 1s not stating the
whole truth *To disregard the quality of thought expres.ed
would degrade the valueof poetry, for it 1s obvious that thought
plays a prominent part 1n poetic expertence * (P Gurrey, ‘The
Appreciation of Poetry °)

Poetry 1s the use of mtellection, conscious use of the mnd
(=t and 9fg) and its power to think and reflect Beauty or
Rasa as pure emtoion could be experienced by an unletiered
person also but it could not be transformed into an artistic
creation without the touch of intellect The mund may concerve
of a certamn situatton, intellect gives 1t voice Bharata had
unmstakeably stated this when ke sad,

7 wrEdFstE @ 7 wia e o
qregegar fafermzfmd WA 0

Hence “Rasa 1s essentially a thought-feeling synthesis®
(K Knshnamoorthy, ‘Essays m Sansknt Coticism’ p 62) The
various components of Rasa fawr, 47777 and afesrf are psycho-
physical in nature A certain state of mind produces certamn
changes n body and mannensms (¥3%E) at the sight of
fawrs {external excitants), which lead to further mental and
emotional experiences (safwatfona) which are fleeting 1n nature
Since all this in the first mstance takes place mn the magination
of the creative artist, 1t seems preity certamn that the locus
meant by Bharata was the artist’s mmd * (loc cit p 63),

Let us study the process of Karuga becomung § or Rre=wt
1n an artistic composition like the sawrafes,  In this famous
drama of Bhavabhuti, Karuna 1s built up by constant back-
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references to past meidents mvoking sorrow  Rama and Sita
are umited mn the lap of luxury and power They aren each
other s embrace  Sita has been freed of her gmlt (if any), and
Rama 15 king all powerfu]l Ther unton 1s about to bear its
sweetest frit as Siua s pregnant with two strong #fax boys

They are happy n their togetherness, and all 1s well with the
world there 1snot a cload to darken the clear skies of therr
happmess  But the poet has decided to evoke Karuna even out
of thus blissful situation Hence he takes resort to past memories
and recollections of sorrowful incidents Moments spent 1n
happy, carefree unton which are never to be recaptured except
1n regretful memory  Stta too fecls that at last the world 15 on
the night side of her The painful mem~ry of the torture and
mockery of Ravana’s prison, and the long years of suffering in
exile in the forest are a thing of the past Under these circom

stances the mere return of her father to his capital should not
make her sad or despendent Yet she 1s sad and canmot be
consoled It 1ss0 because the poet wiskes 1t so  The poet’s
purpose 1s to depict Karuna The same Rama who has decl-
ared bravely that he will pat aside the claims of even the most
tender and elevatmg human emotions, and if need he even
forsake Janaki in order to please the people—‘‘@g zar = &%
= afz @ awAR{E 1”—now confesses that he would not be able
to bear separation from her “Frwem 7 s@t alk qwmEmg
g !

The Karuna 1s further sought to be strengthered by reviv-
ng old memories of the period of exile Laksmana asks his
brother and sisterm law to look at some pamntmgs The
purification of Sita by means of the fire-ordeal has to take pre-
cedence over the early cluldhood scenes of thefamily This
transgression of the time-sequence has been done purposely to
enbance the pathos of the situation and to suggest the shadow of
the fate which 1s going to befall her It 1s to be noted that the
memory of her own ordeal and humiliation does not evoke any
sense of pathos in Sita, orisit a studied coldness on her part,
an attempt to wipe out the painful memory by znornng 1t? “wa-
T 975 she says, “wTrg ame wfe, 7 ‘Let us see your pic-
tures now " Laksmana points out the varors scenes depicting
Rama’s grief at the loss of Sita These memornes prove too
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sorrowful for mm, *‘g mifwafe grfausgua geg @ I safy
For Rama the emotion of Karuna 1s so strong that it causes
quasi physical painto um  He cuts short Iaksmana’s des-
cription of the scenes and says, “faww faewra a7 ssfem
wenga gafra & ¥ wadifamdy " The ease with which he decides
to part with Janaki a moment later after hearmg the report of
Durmukha 1s in pathetic contrast to the above One cannot
miss noticing that the poet has dehiberately contrived to create
this situation 1 order to make Rima’s phight all the more
poignant  Thus 1t 1s apparent that poetic truth 1s higher than
scientific truth  The poet with the touch of lus genius (afaa)
1s able to impersonalize a situation on account of which @
becomes ameatr  This 18 known as araroftser and 15 the reason
why even sadness (¥&7) can be intellectually appreciated As
now 1t 1s nobody’s personal sorrow It 1sjust the poet’s
representation of sorrow It 15 the poet’s gentus, hus 1ntellectual
ability which 15 at the back of the appreciation of Rasa The
poet lmself must be a person highly susceptible to Rasa.
Like Lord Siva he must possess the capacity to digest the
bitterness of wen before servingit as @ to s reader As
has been stated by Anandavardhana,
SFI Iewfa wed sma wRg s
qqa fawmedg Awg qgwg ag 0
—rgrals 9fiER ) after T 43
In other words the ereatne urgeatself can be regarded
as Rasa, unless the poet 1s full of Rasa lumself, he cannot let
1t overflow,
“margt @ 949 araeds aweagy”
unless the heart 1s full it does not spall over
Rasa transformed 1nto poetry 1s a Joy both for the poet
who creates 1t and the critic who appreciates 1t Bharata has
taken pamns to define the $&% or the critic,
“aegee qRewrarta T Negif 71
R Sl © el duw wm W
At 1ts first impact Rasa 1s entirely a matter of emotron

and feelmg  Later in the eritic’s eye 1t admuts of ntellectual
and analytical factors Karuna m poetry 1s more 1n the nature
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of @i (recollection) and reflectton  As stated above poetry
has been defined as recollected emotion or feeling A good
example of thisare the many lyrical outbursts of the poet
Bithana n his Sfomifosr  where the poet remembers the
various beautiful attitudes of hus lady love,

auifd &7 qAaAaaFosTar,
qi o 7 fogrg q@eTwEn
Eatmdifrandtataat=mear,
qearfy grgazar qga faa=g 0’
vgarfy ¥ awamguf-asar,
urrdaba a1 3 wif frederfa g
fFmfrfifrazat sy~ garar-
i g Fafy aafa o
Hes onhis wayto s death, 1t1s a moment of extreme
pathos for him  Yct hess enjoymng the rccollection of the
pleasure of his stolen meetings with the lady Beauty seen or
expensenced 1o any form touches the heart This meltng or
mowing of the heart, reducing 1t to a state capable of over-
flowing 1s again made possible due to the poet’s will and
power Anandavardhana has said that a good poet can make
@977 objects behave like 9 and ¥a7 (sentient} beings behave
ke sdaw
“qETIATATfY daaTE gAEaaAag |
=gl aac gty ool tageagar n”
The following may be quoted as examples of 3% (non-
sentient) behaving as = (sentient) under the compulsion
of Rasa
vanea O farasdaaidfomar Al zafr
%7 g9 ' and “q9 AYW FgAIA 3T wigTOn fAeEd-
From 1 gt s gag @ Treaatzfa adsfr o
The behaviour of Ahalya under the curse of her husband
Gautama may be cited as an example of 377 becoming s
Although Vilmiki does not mention 1t, the common belief 15
that Ahalya actually turned to stone as a result of her hus-
‘band’s anger
Thus the total absorption of the heart and mind 1 the
mood of the moment, total self-forgetfulness 18 Rasa or

s
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aesthetic experence The emjoyment of artistic Karuna o
poetry or drama 1s because of the self s complete absorption
in the spectacle  Seeng the unhappiness of Rama and Sita
on the stage, we forget our own small personal suffermgs  Due
to graroitra the facts of our personal life are relegated to the
background

Inthe West the tragedy with 1fs conventional tragic
ending 15 considered the high pomt of Karuna In our opmton
the 1solated unhappy ending of a Kavya, alone does not conn-
bute to the tragic atmosphere  Simtlarly the contrived happy
endmg of the Uttararamacantam does not make ta IHR
wurw Kavya Inthe depiction of Karuna 1tis the spint of
undaunted courage n facing sorrow which highlights the tragic
flavour and makes 1t more acceptable Man ts to be seen
at his best when he 18 face to face with extreme adversity and
does pot succumb toit We feel spintually elevated and
happy when we find Rama speaking thus in the presence of
Kaikey;,

agafg 7w 2w wA afemifaay o
wfced wfama = it fatfomad o

The araz of Karuna s the manner in Which the character
faces Mlus tragic destiny The career of Karna in the Maha
bharata 15 a very good example of this Knowing that the
parting with his 77 and oz may mean s death Karna
heroically gives them away to Indra  This he does 1 accor
dance with hus nature as a ettt And our hearts are filled
with joy and admiration for Karna at this moment though
the tragic ending of hus Iife 1s very clear  In this way Karuna
18 a hughly refined and elevating aesthetic expertence and stands
distinct and above all other emotional experiences Further
more, the touch of Karuna imparts grace and beauty to other
Rasas as well The ghly awakened sense of duty, the
spectacle of man nsing above his petty tendencics are the
factors which transform the pan and sorrow of Karunamto
a pleasurable expertence

Pathos or Karuna m 1ts physical mmpact 1s not so pam-
ful The most pamful aspect of pathos s its inevitability
We would ike to escape pamnful experiences, but very soon
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‘The mis shapen faza¥ and the dwarf jester laugh and cut jokes
to cover up therr own personal mmusfortunes and physical
madequacies together with the unhappy spots of their emplo-
yers In #t< Karuna 1s present as mevitable death and as one's
own lmited knowledge 1n fremm

Bhavabhutt’s analysss of Karuna 1s the stern reminder to
man that 1n the timeless ocean of existence, his hife 1s just like
a sudden rush of waters, the formmg of a wave or the emer-
gence of a bubble The reahzation and acceptance of tius
mevitable 13 Karuna For Bhavabhutt imself the greatest
tragedy was that none of lus contemporaties understood him.
AH found fault with his writings (a9t ety qur a7 GqR ZIAY
), and he had to end his ife hoping that some day out
of this boundless earth and vast ocean of timelessness willa
mrraat be born who would do justice to hun.



I[:2
PATHOS IN SANSKRIT DRAMAS
Mrs § Ambike

The question of pathos 1n Sanskfit dramas ss sought to
be considered with reference to
(a) the theoretical framework of Sansknit dramas
(b) extant Sansknt dramas
(c) western hiterary traditton

The statement that 1s finally sought to be made 1s that
although the theory does offer plenty of scape for pathos on
the one hand, 1t restricts its full play on the other  Comse-
quently although alarge number of Sansknt dramas contain
utterances and depict situations that are very moving and
pathetic 1n theirt narrow context They never cover the
entire canvas of the drama Pathos in Sansknit dramas never
reaches the extent and mtensity that 1t does m what 1s called
tragedy m western Iterature due to limitattons mherent in the
theory itself and 1n the Indian situation

The Greek term ‘pathos sigmifies an intense emotional
experience or suffermg and 1s mostly used to mean that qualty
of an utterance or an event which gives rise to sadaess or pity
1¢e afeeling for the sufferings and msfortunes of others for
the pam, loss or 1njury endured by others

Sanskrit dramatic theory descnibes dramas as a murronng
of what goes on 1 the world Thus conception 1s expressed
i various ways Brahma 1s said to have called it o7& ¥
FatgzaT ‘a reflection of all the action of men’ Bharata himself
States 1t 1 so many words SENTETE FEE AEd WEAFATH
‘a representative depiction of the emotions of all these three
worlds*
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I made this natya full of various feehings, having as sts
content various changmg states and sitvations, a mirroring of
the ways of the world, based on the actions of people of all
kinds, tugh, Iow and 1n between” He continues further

aadargTrg MEN wher wlafeag
TdA T Ay gl
FavgTg ¥ maafrmiida o

‘In this natya 1s effected the murroring of the seven
islands (1 e the entire world)  The imtation of the doings of
gods, sages, kings and the householders as well, i this world,
15 called natya

This concept of nitya persisted throughout as 1s seen 1n
the statement of Dhanafijaya a much later wnter on drama-
turgy when he defines natya as ‘sreyqrfiggs’ ‘natya s an
tmitation of actual situations *

The fact that the theory concerved drama as a depiction
of the feelings, actions and sitwations which form the exper:-
ence of people of all kinds and in all places, whether mortal
or immortal, mighty or week, makes 1t quite evident that
suffering grief and sorrow bemg a common universal experience
confronted by human beings 1n variors ways and sritvations had
to have a place 1n Sansknt dramas

In descibimg drama as WrETw ‘i tative representa.
tion of emotions’ Bhareta has made 1t quite clear that drama
15 very much concerned with the stirring of various emotions
The theory considers rasa, a state of emotional gratrfication
brought about by an nterplay of various basic and transitory

emonons displayed in the drama through the words, gestures
and condttions of the characters during the coutse of the
various imcidents of the dramatic plot, as the most important
factor n a drama  Everythmg that 1s included im the drama 15
geared toat  Inthe formal scheme of the classification of @
that Sansknt dramatic theory prescats the elcment of pathos
has maxtmum scope w the evolving of +@7<@ ‘the pathetic
senument” T wil go here 1nto the details of the theoretical
statements of Bharata about this rasa  Karunais sad to
anse from the bas ¢ emotional state of sorrow @r Tewy amy
siveewrras The external causes that lead to it arewms ‘a
curse’ ¥7 “torture , faftr ‘ruw’ Tzaafkaan ‘separation from
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the loved one’, fwsmm ‘loss of grandeur’, 3w kill ng’, ga7
‘captivity’, faza “‘desertation’, 39¥M ‘mjury , =@ ‘disaster’ siE
1s mamfested through the enacting of sy ‘shedding of tears’
ofRed ‘lamentation’, FE@rTT ‘parching of the moutk’, &wvw
‘loss of colour 1 ¢ liveliness’, @wmawr ‘hmpness of the body’,
freara ‘sighmg’, P ‘forgetfulness’ and through the transi-
tory emotional states of fadz ‘total indifference’, =+ ‘langour’,
fovm anxiety, ¥y ‘yearnmg’, ¥ ‘apitation’, M ‘unconscious-
ness” = ‘fatigue’ frarz ‘depresston® &7 ‘dejection/helplessness’
=y ‘sickpess’, AT stupor, ¥WR ‘mental disorientation’,
arerr famting fits, @® ‘fear’, am@ed anertia, W death, @
‘petrification’, W% ‘tremblmg’ I ‘tearfulness’ and W
breakmg of the vowce These details clearly show that the
situation of F= 77 1s saturated with pathos

Another rasa that offers plenty of scope for pathos 1s
ER the erotic sentiment of the fr=v type ansmg out of
Tsfagd a situation which has alreads been described as
having the potentral of #w@  The theory admits that faweey
comes very close toser The visusl mamfestattons of the
situatton 1n case of both are, more or less, the same, the
mtrinsic distinction lying in the fact that m one case these
mamfestatrons spring from sorrow due to a disaster that leaves
no room for hope winle the other springs from sorrow founded
1 intense love arising due to the disaster of separation which
1s expected to termmate m course of time as stated by Bharata
worRg fidqary aieTam fameraET )

Although ostensibly 1t 15 the situation enumerated by the
theory as having the potential of #ew & fasvsw that seem to
abound i pathos, 1f exammed closely, the situations that
have the potential of 9z the violent sentiment ansing out of
the basic emotion of 2 ‘anger’, of #ww the loathsome
sentiment ansing out of the basic emotion of abhorrence and
of wamaw the fearful sentiment ansing out of the basic emotion
of terror are also capable of providimg suffictent scope for
pathos because as described by the theory, there 1s an overlapp-
1ng of the visual mamfestations of situations that lead to these
rasas, 1n terms of mcrdents which serve as causes, m terms of
gestures and the transitory emotional stages of the characters as
are prescribed m case of ¥er  Actually the close relationship of
[z with Fer 15 expressly declared by Bharata when he enume-
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rates 3t as one of the set of four rasas that hold the potential
for the sct of the other four He says ~efrgrmacmt < w@r
Zrgrd AN A dmer g1 *The erotic, the violent, the heroic and
the loathsome are the sentiments that give r1se to the other four
Az #0119 ‘from the violent arises the pathetic’ dwrarsy
sarrs ‘the Joathsome arses the fearful  This relationship of

the rasas 15 esily uad d when one gl that a4z
which 15 caused by #Mr1e anger, -w'r msolence afteiq ‘msult’
s “humal; *, aqaaad “falseh arred ‘harsh words”

21g ‘rebellion’ m"mz ‘envy’ mvolve as the other side of the com
buman beings who as victims of these, bemg at the receving
end ate placed mn situations that are pathetic  Similar is the
case of §w=r and W% which causally related to each other

‘Whule the theory thus provides for the possibility of an
ample measure of pathos i Sansknt drama, 1t also reduces
this possibility immenssly in other ways To be a source of
pleasure s declared to be the a:m of drama when the theory
states that Brahma created drama i reference to the request of
gods for a pleasureable pasttime to provide relief to the people
m this chiotic world full of stresses and strams of Ife It was
to bea Frzfiar a means of recreation Bbarata declares m
unmustakable terms g @AM AMAML AFAAT @rfern A Ay
wregy <gfreata “Drama s to be a source of rest and relavation m
this world for those affected with musery, fatiguz and gnef®
Thus concept that drama should be a source of pleasure and
1t has to be on the whole a delightful expernience no matter
what 1t depicts has astomatically ruled out a serious depiction
of sorrow which gives side to pathos

The th"ory adds another dimension to the aim of drama
when 1t describes 1t as or FFTTTT
‘a source of whole some mstruction for everyone 1 this world
Bharata further deseribes it as Fragr gy ‘a controllmg
rein for the unruly’, fadtamm zufa ‘restramung those who are
already tramned’, #HTm1 ameaTaw “inv) the p
wearg momfaEr ‘the energy for the brave and the proud’
wgarn fef enlightenment of the jgnorant o fagedy

‘removal of defects for the learned’ “Svram fromws’ sport for the

mughty” €44 § wiz=er 7 ‘consolation for these i misety” Thus
it turns out that drama 1s not to be just a source of pleasure
but also a means of keepig people on the rigth path according
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to the prevulmg norms This superimposed functon m
addition to the onginal one of providing fun, this educative
and creative aim of the drima has inhubited the chowce of
the central figure of the dramas the chowce of plotand 1ts
development and has given nise to a set and hackneyed
pattern of plot construction and plot development as
witnessed in the scheme of the five s, five wasx™s, and
fiveafas  This scheme his, to a great extent, cramped the
creative mstinct of the dramatists and forced them to fit thete
dramas, more or less mto thismoald The central fizure in
the drama has to be necessariiv a personality that cold be a
model to the others the plot has to be such that it upholds
the accepted values and develops towards a predeternuned
end where the central figire has to emerge as suceessful and
happy so as to keep mtact the faith of the people ta the
accepted world order In sucha scheme of thigs there
not much scope for genume and sustuned p thos  For,
musfortunes of a good nosle and 1wocent man whikh alone
coald evole pitv 1nd sadness could be shownonly upte a
point because hnlly the good and the noble hwe to triumph
The misfortures of the bad and the wiked would not vedly
lead to pathos but onlv to asense of gritfivation that he has
got what he des rved there has been cosmie or divine Jintice
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Tevel of the theme It was thus left to the dramatists to make
the most of far g f they desired to bring mto the drama
the clement of pathos, an clement that always stirs the human
mind the most, at all times and at all places In the sphere of
Sanskr.t drama the theory dommated and wnflucnced the
dramatists Whatever creativity and deviations they have shown
are either before the theory became a binding force or withm
the frame-work offered by 1t

The truth of what has been said so faris borne out by
facts when one turns to the Sansknit dramas themselves In the
ympresssve arsay of Sanskrit dramatic works there 1s only one
that could be said to evoke a=mer where the theory provides
maximum scope for pathos, namely the Iawrm=itay of swyfr
It almost appears as if swxafi—probably knowmg fully well
that the undercurrent of Ife1s sorrow went out m revolt to
declare orY7® ¥Twga ‘karuraas the only real rasa, the rest
are only 1ts vaniations * It 15 only m this drama that right from
the first act tijl the last there 1s sustamed pathos And yet
mspite. of  hus rebellious and successful attempt defymng all
convention to establish s¥was an equally effective rasa
drama like >zt or #17 or perhaps more, Faaft succumbed to
the precepts of the theory and even went out of his way and
changed the well known tragedy of the epic to bring apout a
happy end merely to avord a disastrous one which would have
broken the conventions ind would m no way have left the
audience i the serene state that a rasass supposed to bring
about Pathos hid to becurbed tofit nto the concept of
arasa

The other dramas wh ch are considered to be consistently
tragic enough to lay claim to #¥n = are the 7a3w and aqgme
ascribed to amr However as one act plays therr span1s too
short to bring about a cumu! tive effict of pathos as
Besides in 3w aEw we see y¥ar the pathetic central figure
hmmself accepting his condstton as a Just retnbutions of his
own uyust deeds and 1s finally shown to be happy at the sights
of the heaven whereas in Fwart the play ends with 31 ohtaiung
a never-faring misstle and that too before he meets his doom
Thus pathos just docs not get a hance to be subltmated to o7
of to stark tragedy It gets diluted with a scnse of justice



Pathos 1n Sansknt Dramas 13

Promment amongst the dramas that delineate Frgesr
g and contam, therefore, a good deal of pathos are the
sfamanrg s of sz and erorqagas of ww It 1s needless
to go 1ato the details of how delicately and effectively pathos 1s
woven by these two poets, each 1n hts own way, into the fabric
of the drama to bring mto rehef the deep love between the
hero and the heroine  Both the pocts are masters of expression,
expert in handling therr themes and know very well how best
to describe a feching or a state of mind whether with restram
or with abandol, whether with a single word, a silence or
as an emotional outburst  Pathos i these dramas 1s however,
necessanly fined to certain sitwations, sometimes restricted
to mere utterances and however eectively it may occur 1t
remawms a secondary element, merely a tool or a vanation of
the theme because it does not form the maimn interest of the
dramatist and snce one defimtely knows well i advance
that a given s tuation 1s merely a pass ng phase 1ts effect 1s also
short lived

What has been said above asples to the other plays
too which depict  situations of sorrow or suffermg in some con
text or other One would not be far from truthif one says
that almost every Sansknit drama contans pathetic situations
and utterances to 2 greater or smaller degree because a poet
always seeks a vartety of themes to give himself a chance for
poctc expression and the theme of sorrow beinga uanversal
one 1s popilar with the poets  One would therefore come
across the elemen. of pathos 1n almost every work «f one were
to seek it What dimension and what effect that element has
depends on the total design because 1t 1s the total design that
gves the perspechive In ths total design of the Sanskrt
dramas pathos always gets a secondary place, sometimes quite
prominent so as to appaar as the major theme, sometimes
promunent enough to be the twin theme, sometimes merely 2
vanation of the theme and sometimes even asa mere condi-
ment m the poets bag of spices to give an addittonal flavour
to lus piece of artistry

It 1s already a well known fact and as such not a matter of
learned investigation that 1n sansknt dramas pathos has and could
never gut the exalted place that 1t has obta ned 1n the west i the
Iterary gence called tragedy Tragedy is a concept which seems
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totally alien to the dramatic tradiion m ancient India  The
reasons are not for toseek  As Keith has aptly puti “to
the force of tradition 1s presamably to be ascribed the absence
of any eifort at tragedy, though 1ts absence undoubtedly com-
cides with the mental outlook of the Indian people and their
philosophy of Life™ The basic elements of which western
tragedy 1s composed are as put by Keith “conception of human
actiity striving with circumstances endeavouring to assert
atself m the teeth of forces superhuman m power and uncon~
troflable and meetmg with utter rinn but yet mamtamming its
honour ”  As Keith says ali this “‘is alien to Indian thought
Fate 15 nothing oatside man, he 15 subsect to no alien influences,
heis what he has made humself by actsin past Iives, 1f he
suffers evil he has deserved 1t as just retribution *  The basic
components of western tragedy to use the technical terms—are
hubris arrogance or msolence of the hero, farmartia, asmor
an error, penipeihia 2 sudden reversal of fortunes and anagnors-
sis a realisation before the final disaster The hero has to be an
outstanding personality of admirable stature who has the
strength to confront ad to enter tnto conflict w th forces far
beyond him  But he should not be perfect He has to have
some-flaw somewhere that woald drve him to commut an
error knowiagly or unknowmgly which would lead him slowly
but surely to an rreparable disaster inspite of the recognition
on his part of his error which has come too late once more
becanse of forces beyond hus contro)l  These mngred ents of a
tragedy are bound to exist n the actual world at every time
1n every place but they are totaliy unsutable as stud for exalted
literature whose tash st was to set up models for the people

They are wncompat ble with the Indian psyche moulded
asit s through the ages by s philosophy of seremity, of a
peaceful acceptance of whatever comes as an inevitable resujt
of one s own actions of aspiritions towards perfection  This
1s particufarly true of the age when Sansknt dramas came mto

existence, when evervilung was done in confirmation of accepted
authority which first laid down a didactic purpose and then
lard down the detads  Each nanion produces Niterature accord-
ng to the m heu 1n which it grows and every literature has,

therefore 1ts specral quality and appeal both on account of
what it has and what 1t does not have
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& wigl ag wad & &, w9y favare ¥, w97 @ & ger qoy
7 & I F T Y TEAT GAT § | STo AT T [g@ A A
#ggy gaqr faag F1 gaqe N0 9T §99 T GHT WA |
gg A @At At gr ¥ w7 vafy g w4 s awan
T4z Ny gW 51 fGafear g, @ANF P s ggwr ma gy
wt frenasT aadl @ @ ot Fesafafadas S F ad g ar
fat gy 4da s R M @fwg smwis PN Y A wAw
AT ST FIGT E | I A FEQ W@ B fadwa &y owmw g
g% Wi & 37 fagrdt & = &1 fa¥aa @ faAd wgEn wew
W AEAAERRT ¥ 1 geL A N F fagw & faad ggee FIw W
g gras g1y g o 3a¥ 3 AN faaqgar § fe¥ srw aar-
9% IaFT 70EAT T FW § | g9 WA F weAIT qRang fagar
& ary-fadaw gy wrar § awife agh o snerdlear & A
FIRG FE W E
TR W TIEGR WIATRHS §

gepd Fsq Mifensf ¥ anaw ) T F3C W N AAREAT
AETE | AfATEw W@ S A sTuamR | sAwm s g
J2 @ gu 59 & § 3305 rvafag Y adar @ wawr ase g
ug <Y OFEA a4t SwgEd (AeeT) Qdt § g e @
TEF QYT avd § 1 oFE fafe wfafe & @ <fes sTgRw
fasra g awar g1 geg A wawg g waiw e fae
qINI g 7 @ET §1 3 I fawfrm v @ § A wwar
grey A fast 71599 § 5 g @ wgfa srad &1 zad @
AL B A T AT AR L | AR } gag W w1
faw qaga afafe ¥ foura ar ¥ 1 a9 <fas ¥ gza & fead ot
SHTT Y IITTT ALY @AY | GAUA TF W ARG €T & WA
wraR HEs g aFfR =1 aqeT 99§, sage aefe e
qEAE § QT A KgAT AR ST S Ammragwd fF
whma §1 g@iEs (591 fafger afafa) swos & g &
Faxfge’ a1 ‘el ¥ fedRorsdgs wis gsvade’ § agq firg
TR 1 7 AT & fr s = wea ¢ fakfaa waife’ i wfe
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a1 ‘garitEa g7’ qufy oy w@ ¥ oA ad wym 5 ahma &
sitaq ¥ afq gata fzfm 1 qamar @1z gatagd ang § -
fead 3 ) 7gaT Y | WIET ¥ AT WL 9Y T FF A9, WG
¥ 7gea BT Raar F1 gAwag frany

fazaare mifs sfaqr fagral & @ &) 99l fEF arar g, sasT
Afrs weard 93 e 7 warfad d § a7 ag gaifes faew-
Hfd areg wxdy § | ST FgAr g

getfasfanig ndw  segasarg o
ga aswiay A79 admsfa st el o

T8 gFIT faTaq ®5Q W F HAT K gaFws @A § 179
TN wEw e ¥ sRkua P § ¥ waw R Nies ¥ § foeg
ag Wi’ a7 ‘g’ <@ gl 0’7 B AR ¥ W wedd 3 W
g @ § ¥ www A @w gw amies A oar g
21 &lfew quq & arg FRQ) ¥ 47 7 0OF anar § 6K ages
AMFE et § fegagw@adl ol a dFem wfaaw
art wfawr & ax ¥ g@ AA0EF A@Iw aur AfEs suw w1 4%
waifss fax wen ¥ geplfeg F<at §, @it ars% § 73 § @ &1
927 A0 2 (FAFI NT Fe@W TG § ) Ig FEY W QIF & FH@A’
a1 s gagw qar § frg sa s s N s @ -
feg 1 § ag, i@ ¥ = @ qx 79 B agd A faw
AT | Few FT HEATT D weam 2 ad <8 @@ =) wA4Ar
21 zafy maFfeE & ag 3 @ § f5 530w afk g aEnAF
ar ar gy iz TTW W F I FT 95 NN A w@T
(freama, @ifger 2@, 1 X)) 1 F&Q W@ T A6 wieT g
aur A1 g wwAY 1 @Y8ar &1 Ouvr sweetest songs are those
thst tell of saddest thought) mrawifzw %3, &% aw 2
f7g TAW @A A, tell of saddest thought ¥ areafaw gz
A #7 & @141 sad thought @idt §, T sweet 31 agf, song f
4 1Y £ 1 Ff7 w1 997 w157 ¥ saddest thought 7t arw FTar
2 @Y sweetest song TET X 1

dawr fagia wgmaw w1 fxad wgene <@ Ay sgafs wm-
wfied wpifa 7§ Trow wfvene @ ge @ gaw Al § Ak
Y IAFT AR FIGAA MAAT AT 1 72 § fa0Q
F qram 7 70 1 ava1 § fw dlad g 51w AITW-KAN -



FEE IG FT AT T97 FLART XL 25

fafe & g~ & fura w0 Qar 1 g@ wwT satw afdla @ &
FIRE ag gafass M gAY gar @ 1 2127 F @ Mid €9
T F1eg § g1 FTw 8 N masg fagar &) gl swg w@fiana
T AEY AT A FEHAE T FT RT A9 F1 AR A
FETE 1 wgAs N oy N gwwy F e franfy 7 sgad
srsagTw faar s awar g faanafe @ gz 5 oam gasT
afs s #t @ AR 7w AT FBE www owIfaw P I A
3™ zx quaflT Feaear w3 g o gzEd S g
ft gfaftz a0 ¥ atard &1 gw-udg wgl § a5 I3 g7 39
AT HY TIAG FT ATEQ TG0 Q7 1 qwad ag § fr Frew aeg
w7 sufFans 3 @-g8 T qEArT F A 4 GIN0G VIEAT F ST
TG O 3 T F-gA F @A 6T $7 A T A fawar
21 veafag 93ve waw A QT wifay oqeE @4 8§, =9
FEE G FT 9qH qIHT FIAT IAR TG T ATGT I FoUAT
F ARSI T INIT P wiar & ¥ fF N wrearg aw swar
W @ g ARAT @A gg s faasror §—nreaEdla g —

gvdaq fagrt ¥ w5y ¥ @ig € 99F @ ) a9ty seaese
A7 # gEREAs A g ffag [F fan wegm awenr A
ag it guear TG A TG GEFT AT (ERT FATET F T AN
fagrq gu fa=gId To@ a1 AN F WA #) 3 @IeAT A Y |
g § QA ag ot wgr § 5 ganas Y gu o wvw ¥ 59 @
aFIT 1 Frawwar fagma @ & faad s amilfas sgsr
qEATT FAT T8 73§ § | fazey 8 <@ famawar w1 9wy wamt
¥ fadam fear & e arar 951 |AraTT SEEA fQ v 0
wia ¥, Ay $T@ <@ A g @S ar §, SRt oF a9
TG IR 1 T IEIA F fagra) 3 @ A el waw<o Sy
Nfes o far | whfeg ¥ mgane @ ga-gamas & s
AN, Joez waAE Wk frgr 9 A7 ¥ A9w § ) g s
TU TEQW W AMEAILAIT T — TFT T TW gq 0T 7 ‘g @anery
gu wafa’ & sfewes fem g salg g s ¥ seaafz
TRITF E g W g7 w3l ¥ awa @9 §, 9 IR www w
¥t gEe agT gAY IO wdt § 1 T AR w5
g I amig sy weda ¥ fagm f iR Az ¥ avw d
1 FRY WATE TRy wifk &1 dwg a1 w6y s g (R
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29q, o 381) 1 fom 9F1T A% ¥ 4K qeq w9 99 gr@aAw
a7 ) Wt @R Agwd afwa X g 9 § A g §@ ¥ qoww
frgw ghar & 1 (7, 7 R8¢) &) s Serw WAz ¥ waa grr
TqeEd I § 1z whafaw queer A wawR X ag oft
w81 & fr sfamg @t gugets vaR ¥ sgev & wAfe &
afer €} taar w1 aar g garms W g @ Few AT
F1IFAN FTX § 1 5T F A9 ¥ A (frd o1fz ¥) wearg ¥
=Y afgs asqr Fdtg Gar § s TFI g9 ¥ (M) arenz &
frase gat aY agafe Wt ot wfur wrmfed A= w@
TGTE AT YAIT T T IR & WAL 97 97 6 X gH6T
& v a1 e &1 WAz a5t gast swagfa (expression of
form) 93 fsit #ear § agh st ¥ fafie wyat (content) qT oY
SEFT A1 fni et § walq wiawe qar Taree ) g3 wfwerfea
A gAIeAs FIQ WA wmfasH evFa A 1w e ¥
R@¥ 9% Qar q7ar ¢ fF q@ad M AAIR ¥ W@ GEIREFR
Y X AT AT 6qF 9 1 A frar § wifs qF AR
1 sz &1 R AT 380 g1 fafwem wa o wgyfe &
IR Afaw 71 grafaa war §a

3T @ ¥ @A ¥ 3A0 whealin & qaere ) @ 89
% g4 ) g 7 9fkafaq @7 &1 srcw AtAr & (The soul being
at the same time, roused by passion and charmed by
cloquence feels on the whole a strong movement which 1s
altogether delightful) 9§} i gat (Abbe dubos) & IFaAT-
ar (nafas yaar Y @me wT qras Ygar #) Al s
& ®OI WIR AR 3@ R) wAr AN ¥ wreafas sgeang
(We weep fof the musfortune of 2 hero to whom we are
attached In the same moment we comfort ourselves by
seflecting that st s notlung but fiction) w1 0% fewr g4
g EF AN faFary wfwsafs & awwic (eloquence) #
wEsR € @A A w ) uf 1w wmerdtn W fogar ¥
e § W R N g wCaie 9 3

Tl ST, RART 24 ¥, whveali ¥ tow 9% Hev-arE) v
S99 W 3T 4% QF YF A wgr g v agT W wg wyyfaal
B R37 #7 9o faaT 2gut § (By teagedy we 1mply some
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thing fundamentally true to life so the p'easure comes in seeing
the Iife both serious and true) sMNfaq Frer Wi F1 afe agfT
gt wex A1 afwengy oy ¥ fag Far 7 @ S
WA AT A0 | TWAFL QA WG KA A fAgmar 31 AT
FwE a7 F aggfan) ¥ sfy aguT N {7 F fawag M
w1 wreg WAk § ) aegE. gy 2 A8 Jaw Alkg 5w
¥ fal gfweafsr & ara & wyyfa 1 o sigmso §dr § 9]
g IAR g1 7 F&QA ! 34 foz ¥ Tmarg A wawez & fa=ie
ofes 37377 AT G € a0 Y wfweafs aar agyfa &
FAHIT 9T A1 DA F e a3 I« fzar § faad 5 Fage
qmifas ¥ fag wrEEdla a7 S@T e gafrag R e
sitaq & wfa qun =1, dar O eE A w40 8, 957 A9 wge
&1 5t wgum § Sfew e ga Fmd ¥ arg f wred o
FERFT Q@ § 7 3 qar § Naw M gfizeg 5@ §—a
st 3 faad gar agem 30

N AT T A w1 7397 FWgwgw H WA H g
T w31 & e @R gaR faw X 0T W RERAFGY W AEAT
(spirit of resignation) StraT § WYT Y wraAr ¥ g ke
WATR 138 IFIRg@ § SR@ FT Jwan s1 @ & awrfas
®1 gw= ¢ § (We are brought face to face with great
suffering and the storm and stress of exstence, and the out~
come of it 15 to show the vamty of all buman effort Deeply
moved, we are either directly prompted to disengage our will
from the struggle of lfe, or else a chord 1s struck 1 us
which echoes a stmilar feeling) \ T AT FF AF AT §
aga ufgs frer 7 § fg® wga w5@ @ Naq sTAEE T
eI O gqafie § N g g w@ar §, @ wrE saa ¥
sew %1 afna sfiarg o< a1 w0 ¥ wiew Qar ) adfaw
§e ¥ wgare |Ararw &) swiaa (feehing of reconciliation) ¥
& AT T 7R TearA GIT & ) T WIRAT BI AeA GAIAT 41T
Y (Sonce of cternal justice) ¥ §IAT § AT FY FAT FrwAv
& FIT IEHT 7T WaAr gy § A7 5 § Sfq §T g
Fg@ ¥ grg A A & 9§ A 7 aadd F waw
Narw ¥ 3fkF Dg oWt oawE FE L I@D Y A
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wra=wed 19 q91 qfaw A9 IFead far g s awE ga
fag meardlr § 1 ARAT ¥ @wEEa-AlY w7 gAWE ge A
gy & fo dam taew (The great Absolute) ) @@ &—aq
g% ¥ FT 9079 W1 KA (harmogy) faustaia & 1 wgwT
% agiafia & U GTEAT § 1 WOy S SAaT ¥ gy famaw
% foeg llam %71 arafas @7 99% gwram ¥ fafge @ g
e & g W gawm AN @ fewns v g S Aww y
g g @ fumar § feeg @uarT ¥ gy R S agar g ST
Exd gm g X AR W FE F 1 T W T OaaEg
EICE-8]

gav ardfs Ay ¥ 39 g99 7 &) fa¥aT wegy fFw § 0 9gw
o %2 & T aed) ¥ gt TmAfeme gor woed @ faey
arud afeafeg g€ §) swAdla ¥ g wemfga ar g e
AErE ¥ g @y fang W wW AT AIIT-wTeen i
@ 3 wdffae e g @ Qv g @ T fagq T1eq FF Y Ay
Qs 1 ma Awd gF migdfas @i & (Tragedy 1s the art
of mctaphysical comfort, a metaphysical supplement to the
reality of nature) | ag 3 & 9% fasm gy FWF AR E)
e ¥ g ¥ A WA wa ag w39 £ fF gut et us
maa grea-fraras & 93f% (Secret nstmet for annihulation)
et 3 1 ag farrs ¥ w3fa aofe-gar W afeq-gar § faela
< 3 § AT 5@ were srfe-famT 98w amlea ) s
aradt & =afe-aar w1 faarw ar § =it w@s gar A "l o
sges fogr wrar & (Insprte of fear and prty we are the happy
Nving beings, not as 1ndividuals, but as the one iving being,
with whose procreative Joy we are blended) T F AT
gt mEdt FomAw 1 61 gF grEfas e s sga g e
et & S & faafe 0T gara fram =zar & 1 gg faarcow
WX HEEFR FTAAT FWE N g9Y ML F F g% 9F ;@m
Far § ¢ fafa G waifes faam 1 appf frea € or gam
dicgEz WM |

wAdmifas afas &7 (Emile Fauguet) &1 5g1 § fr ara-
wa ¥ fgwr & Alerg Famd § sdtfag fedt Y sufe 1 g w
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9R Raw g7 AWHET &) 95 3 ) g9 fagrd & @i §, e
ar’ (malevolence theory) | za% afafis gfamgare’ & am
¥R onmm sefad g1 @ AT § WgER Agm ¥ A
arxfia @l ®1 straar (Subconscious semse of unredressed
wjury) st g8 &1 Y efena & sfage ) e s § )
O A g g A JewT wpew Y ket siad
R

arTer Frergifesadt & uveg ¥ dufg 1) 4 & g
QAR AT 1 AT HFER WG & Awesrs F@TIA
E—(%) 981 ¥ @ad (purgion) ¥ FereA 77 Wl () AN F
a1 (purification) & Ay, () FATA IAWFIT ARG
% qF w17 gT g § 06 AGE w1 grAT SR A WRR R
SN way g F miEw wwr § (No less umversal s the
pleasure felt in things 1miated) | @17 & g 75 N Fg
f5 FEdt §gw gAa) TA¥ § alt 9% ¥ANE WIX WO R
wreRrF gYar &1 (To leara gives the Jovelest pleasure) 1
FAY T ¥ AR oF T w4 § OF 29d 51 A, a5t
SH ST WAL AR &, 98t AT AT AT AT Iq QA
(The pleasure will be due not to the 1mitation «s such bot to
the execution, the colouring or some such other causz) | €@
TRIT AT F AW MY T AT ALHG 94 Fe7 qfe@ 71
aucEifear £1 9eafes w1 9@ § 1 58 ofe § fadm w39 9v0g
T far g r o Fragacg an sawe ¥ ge-AfwE 3 IHER
1 graka N & ad w1 T AT | TFA T 59 TR H
HINT woqr’ HTHa’ & 9gaq WX gaatT st Amiad 3
“Gyamied, aawd, FT AT GE Y ATHT AWE ET IR ST
& (3% fawrar & faq) sx@r, T (g SR AT Faw
Fut 93) wa gew wwar § 07 Awd wr faw 9g W a
qAN M g g GWswar @ fegar & wwar g, e
TAa Afafeaaa 21 Freifas aar g 1 gog 99T F 9IAR TG
IR PeRifer 3 Wyl veg weg' ¥ g, W w00 3
o fomifaa @y § 1 g9 Axg A QA gAY 1 9geT ¥ g
oYz gRET F1Ow g A/ E 1

feagn, wWiweris gt freard At R a8d 7 Eq § fag
gudndt wrar &) feran w1 v § fF Ted & ww, gfe, sw &1
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=IFAr AT DY § AT Ared 7 oARIIT g ALAEN T
2 S wwa gart fag ama=ms gar g 1 (It may very well be
that beyond 1ts broad and common ways, mn the gloomier
defiles ot life, amid the grief worn faces and under the
clouded skies of tragedy we may seek knowledge, wisdom,
an colargement of the sprit, the meaning of things or some
other ends) t NTATET F wFAR AGd ¥ WAy (Cath-
arsis) agrgafy gada wfag areamfon (egostical satisfaction
1¢, self congratulation that comes with the exercise of sym-
pathy) TATEAIRA (aesthetic delight) qaT A0°d ¥ €7 2T F
IsaTe (Braltation due to the vision of the eternal) FY siftw
A 1 W B sigare 7 gAR fAq gEERas § w0 my
g «ma-ANe (Profounder scheme of values), Jeg 9T fasm
IrF FY 7 SwErg @97 swg-aved fgama wgar & {1t must
show beauty out shining horror, 1t must show human charac-
ter somehow triumphipg over death and 1t can create and
maintamn that 1llusion only by high and contmuous and
sever beauty of form) 1

wigfs aradt—

Ry AT A1 dEAdT % oAEd v’ @ oawd g
gt araw W ¥ qear § OR Pl S ow gAY ¥ wv R
ER FTar § W9 Al geg waarfir @ a ot gaw
afgmfizg =7 g% mafas F@r § | ITF @ gud g
ored F7X ¥ fag gad ¢ wdfifag @7 gl A 2@y ¥ arz e g
w7 A § 0T F /YA Y fagwar § 9R wums se AtF
T § A WRAM FT AT AT E A1 qaeET F medl ¥ 77 gaqw
2, @ WY wgwF ¥ A w9w @ § O 90wy 2 aad ofe

I F eara ¥ Pyad gr quged ¥ N A 39 <fe @ qadr
& st A, garw YT feesifr (confusion) ¥ frradt st <3 &1
IAYA F ATER AWy 5 § 7 g A Ay § @i Lo
RIT AT § gafeeq @ar § o AT A absurdity ®1 wwarc §
o sdifae 7z et qad ¥ A w8 @ wgr Tt agar
AT TGTH AN FW THRAT TG AT F T 7 97 @@ Pred
THE 7D WeR) # qYg ¥ I54T 8, ‘1 am sull the Dutchess of
Malf’ v aega st ) gD Az Aw 7 0 AweT & wgh ogar
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&, w8, fraaT &, 9FA09T 8, WEAar § aax <3 ¥ @i
®EY gy Agew & 499 F¥ Fgrl Af— ‘Suffening of a great sou
that can suffer greatly’ agt =tx gl g7 991 & FAQ &7
AT FF § fag AN 1) Fare AT F wfag g

Fing faies ¥ AOR TR W AT A ARRRAE § a9
fegl wret & qREIE S8 B TTET URARANT § T AFREIT
R uTTRTers ) § 1 9% 913 @F 96 S syl @ e
afqar <gar @ Awedw 7ga § 1 ggan forad W faera § eAR
T &t wg Froad & maft wmem ov 99 agm 1fe ford
Teet § A% frzmar wifz famg 99 Famw B a@ifEw wE8 §
oY T gaftqa g Wit & 1w w1 @ 9% fawca 5
7z gwer §t gfeda 4R A afs wifss gw & v dQlag
famadi e s ¥ gE A QurigR A I Ne § 39 aam
&, freg @1 & @19 & g} s @ qur fedl o afa §
N ¥ fave ¥ @ g7 IR & 23N (wredla wifge @, ge
1Y) 1 grag ag § 5 sema afz afFs ad o o aifrs
Waflragwnfad AT 2 on WSS FEA ¥ gRemowr
[ATYT Ag) grar § ¢ AGT FT FARKAIE 97 AT 71 fggre
wvTE & #EF a9 FTaNE ARUF AT GT § @ Ag§ 1 Waw
FT qF 987 & W § GFAT § 907 qqq aw agy 1 oxaer 771 Frafy
fa@ia wagm waedT ®1 FAEREE fagra § ) A dmbs e
& e & Tow o€ AI-A ¥ gwfre g ac@ Ay &S A
ARATAN AT F FITW WAL TG0 § QT FTW W A1 LN § o
WA & e g1 § SAwT Tew Fed awg % FiET wgar g
waty mifzfas 5f7 o1 foer qar fasre @ s <& 51 SO
Brar & fyad grearzaal ¥ myglfe wdfer et g1 armfas
) greR ¥ a7 ‘YArAT €Ny’ gy 93w , 4dt A I W@
T OIER 78 FT VAT g4 gHT AW A7 Fr fzan, afy qar
sfadg A aEm 51 57w @ @ AN T wEAR F o DN
a7k 31 Tad wialag faT seg-aferdt & §9dr . ow-
frar 7Y 717 ¥ GFT IAN gqrenAmar w gmfod fFm g
TN BT qrgyfa A1 AfEF fear quwsTwrd w1 § ) alew
w1 3 faen wrer T ¥ g waig S W ogwAfiEr S s
¥ @FT Iq%1 71T g war 937 99N wnghy Few w
fage @t wrarTad a9 St § | 3@ SHTC TG FY T W AT
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& Faad Sfer e amifas & g3gfa sofsa A ¢ At &
W@EY w7 fAdgarg 1 gaag T dragtar sg fRard & mew
gragan § reI T AFAIT RN QT FAE

ared 5@ @ ¥ AR § fauy ¥ 9 evEw 99
qM § wgAUEs T @ARYFG, Atwar F1 orew e
ufafa walq @iz #1 faara o3 og%a &1 afvafa waig dar
F wfg wgun 77 faard | 3% & qow a9k qEREE ¥ amt-
f9% F1 safsTnag @ @iRrg a7 arr ¢ M G aem ¥ @y
aw stT < w1 93f gzwc e@Es ¥ s ofy fRad &, awse
STeq AT § ) 9 98 AT 3@ AT AT AR AW & ¥ N Ag-
w1 fgeare s faw ¥ afy fazare gow) s § qfafag
a1 § ) ag snad F sfg sgan § afvely fagra 1

s & sf mqus 93 & fagw ag # waar (Sincere
expositico of the subject) a9y F1=aatg F¥ g whveafey, g
g ARATAT ) A TOHGAF, QEIAF @ T T FRATF gH wAR
2 @ afr sed gart Naw ¥ wgwal ¥ 3fe idt & 1 3 g%
Bl 71 gy wlweafaa g estas @F g2 @ @Eradsa,
gealds au1 stamga § feged ¥ 130 28 ommEnas s
Qdt § 1 T wAaE av-wy F) e 3 9afg 51 amw g
Ffific fag17 & garwr anad AAT ST &1 @S g 0 gafe
TIRT FEG W ¥ FAW T WIGYRRF NG 7 Iq@feq
Y 2 I qRART AN F IAw § A3 F DA ITme ag
W grale dadt § 1 va@ ¥ faedt «fa &7 awed qzAr, gemmr
Tar duma ¥ g7 ¥ fafga <gdt ¥ oF @rg @ 1 g, oF freg
ST, OF ferg qifiasan | Feur 1@ ¥ 57 el ¥ wgrg—

faeg fars a0y A Asedl Fem AdT |
away greaatarfs fond  wigiwd o

FTY G A FE TUFreST 1 7t Ay Frar a7 45 &, 7g
Ayt %1 Agw wfvafet § 1 oo wfx Y ag owar
O a3 o] ¥ afeq gf & oF fadre sola 1 4% @ Jafns,
wiveafia g8 81 ag wrg uflsea W wfe gra nfea gar 3
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73 a1y, 7 95t &4 agfa § N g waE §, 15 g am
2 freqsaar aa1 sawar F1sdr & | faaa & greq ¥ Q) 9T 949
T AT | g8 YT ST GIW IS7 TFT § | ATAT F A1EF
@ WY& ¥ Atfrq —oatt quifys mfe & qeglea @t 99 &, sfr
AT 7 wfie gz naw @ @ § forg wraaw & Aagfee 51 o9ew
st fasfaa  gr &

ZEG M ZANT sfr s5fe & M@ 1 BamgE R A8
aRFIq Ef Agm—amRT ¥ € ¥z gw & faalg A afa
qg A4 WEAT—3Z WIZAT § N ¥ 4f9T I gRIAT @ )
zafaq Gaadiae wgar 3—

Absent thee from felicity & while,

And 1m this harsh world draw thy breath 1o pan

wrdw aifga ¥ sfasfa @ ma A1 sarg fewoaan i
TN @ifgm & $4 0 faaf@ qarmmn weds sfa s
2, 3¢ ¥ sfafsa it & 99 ¥ a3 wnq #) @1 §— 99F AA4T R
wfawfen ¢ ‘arg faaw’ gfe @ fagw oo gadia ofa 14
g § entfeg w6 T 953 ¥ Swq, #) dgar g—aad 1 g
wirar § o fog gad 981 g &1 zgrfag fassg #r@ @
Sud fag srEms.gr a7 war ) ovg @t et ag A R
AT FfF @ @ waT HF B Frw s § R oeaner s
W T 7 ¥ S §AaT | 91§ 9g H9E 9% U S99
& ar W@ wam I§sr gy far A dt gy wrw fagung
QAT F AN &Y NG WITINT QAT § 1 §YF JWIHT a7
1 it AT g ¥ QA e @ wnafow § (S B av faw
foel) ot aeg M ¥ wma s EFa g dife agl g anfas
g) Wi 41 § StaT aqwd 1 gfg e § Wik ag seafer gy
TR 9AM SN & 1 78 A2 Siaarga ¥ fifga ger &1 wmg
¢ Poro® grw ¥ ogx@ § wgr §—Tragedy then s a sepre-
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¥ wasa7 $3% I —gEaw g1 wfsz %) sifig & ovs gaw
WRAT TE 6 B APHT w3t g1 Freme, SegEmm Qe
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FAY &1 Se@ W6 (AAIA—WEFT FegqreA % Gw@ ¥ &
arermt 7t ga N el 1 W AT ¥ Imam wr waw
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TGUAAT, TALE, 188K, To Lo

"}




38 Treatment of Pathos m Sansknt Dramas

§ay ogenr § 1 aafr da R M@ gl g R AUER
gt I w5g @ F AR D gfez AN 2,12 qmft sl
fagra & sY R Az ¥ 94 seq g 1 fad=ma g fawar |
FueE & sgmegremarfz fawE, Wl mift wgas ae geus
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9 & 1 Rafaemy, fade, @R, faear okeEa, @y, =8, g,
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UANZ QATE F NIF 4T —FTY @ 41 GAAST &l
fadis 4 §a 3% §.anas fag frar &1 3 <@ 7 ga-3. 9ReF
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ST gre, diX, 93w AT ara—% a1 gE A9 @ §uk
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gaifeasa®® qF KTITQT T ARId gfac F wgEre yw, gl
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anigmear §12° wgry Wl ¥ o sy fgarfe @ @F arrga
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